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Bishop each received a citation and a work of
art by a younger woman artist who has been
influenced by or especially admires the older
artist's work.
The task of reclamation continues. The
account of Josephine Withers (Art History,
University of Maryland) of the process
of exhuming 119 paintings, drawings,
sculptures, photographs, and works of fabric
art from public collections in Washington,
D.C. , for a special exhibition this past
January amply demonstrated the masculine
biases which do not make such research
easy. That so-called national collections do
not contain the \''ork of women who lived
west of the Mississippi should shock us into
action. The kind of painstaking research and
compilation of checklists that Withers has
done must go on in every part of the country.
As a final note, I should like to tell my
long-time women's studies friend and
teacher who asked the original question
about why we were having a Convention that
the works of over forty midwestern women
artist s and craftspeople were on displa y at
Lawrence, in addition to an exhibition of
Frances Benjamin Johnston ' s 1890-1910
portraits of women . Conventions accomplish
many objectives. The NWSA may have been
the umbrella under which we gathered .
Increased support both of the· women who
gave us so much and of the Association itself
is vital to keep that umbrella open .

Nancy Porter teaches English and women's
studies at Portland State University ,
Portland, Oregon.

The Regional Women's Art
Exhibit at Kansas
By Estella Lauter
The Regional Invitational Women's Art
Exhibit at the University of Kansas was a
solid demonstration of talent and artistic
proficiency. Chosen by a committee of
women artists at the university, the show
emphasized variety in medium, style, and
subject in the work of nearly 50 artists.
Although there were a few explicit (and very
good) explorations of female subjects, e.g.,
M. K. Baumgartel's sculpture "She -
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Apsaras II," Vicki L. Bourek's vaginal
stoneware
wallhangings,
and Marilyn
Murphy's "Tornado Pattern" in which a
piece of a sewing pattern suggests a
seamstress's perspective on tornadoes, most
of the works were not concerned directly
with female experience. The selection
reflected the still-current preoccupation with
technique in the art world.
Even so, the most memorable pieces had
"something to say" to Convention participants. Joan Livingstone's "Group of
Four Objects" (fiber, wood, steel, rope)
suggested the darkness of both ascent and
descent in its strong vertical thrust, its
blacks and browns , and its imagery of ladders. Mary Ann Bransby's "Dancer's
Mask" (metal sculpture) conveyed a power
both ferocious and joyful. Lou Vaccaro made
an untitled ceramic vase into an implicit
tribute to the Great Goddess by adorning it
with a snake fashioned out of clay, locks of
hair , bits of leather, and bones. Among the
most exciting pieces were those by the
silversmiths, who revealed the essence of
adornment and of ritual in their abstract
pieces. Virginia Gredell's necklaces and
cuffs in silver, with large , unpolished stones
too heavy to wear, were among the most
intriguing in design.
In spite of the deliberate emphasis on
variety , there was a strong mythic un dercurrent in the exhibit, particularly in the
works I have mentioned, but also in the
silver pieces with mythological titles, by
Glenice Lesley Matthews; the landscape
painting from a series called "Landlace" by
Colette S. Bangert; "When Witches Dance"
and "Moon Route" by Susan Bercu; and
"Sharing of the Heart," a tiny, intricate
print in the tradition of the heroic quest, by
Patricia Scobey.
The exhibit would have been a more
effective act of sharing had we been given
more information about the artists. In
exhibits at future conventions, I hope the
sponsors will request a brief statement from
each artist about the source and direction of
her art, in addition to labels that give the
title, date, and medium of each piece.
Nevertheless, I am grateful to the women at

the University of Kansas for the opportunity
to see this broad range of work by women in
their region.

Estella Lauter heads an oral history project
on women and the arts at the University of
Wisconsin/Green Bay.

Sessions on
Oral History
By Betty Burnett
Since feminist historians largely concur that
traditional documentation
ignores, obscures, and distorts women's lives, nontraditional material logically ought to be a
prime resource for women's studies scholars. Nevertheless, the collection, evaluation, and use of oral history pose a number of problems .
At several sessions, participants described the accumulation of material from
almost every part of the country that needs
to be organized, analyzed, and indexed. So
far, oral history projects have been primarily
regional and therefore not granted the
prestige
that national
projects have
received. Most of the women interviewed
are "ordinar y" - not well educated, not
politically active , not considered economically significant or artistically avant
garde. An exception is the Wisconsin
Women in the Arts program, according
to Estella Lauter of the University of
Wisconsin / Green Bay. She points out that
there has been some quarrel with the fact
that the women interviewed are "selfdefined" rather than society-defined artists,
but all are practicing artists, articulate about
their work, goals, aspirations, and struggles.
Oral historians want to find out not only
how women have lived, but also what role
models have been effective in their lives,
what environmental factors have influenced
them, and how they have perceived their
lives. The affective factors in a woman's life
come through more clearly on a tape than
through a transcript of an interview. And, as
several oral historians emphasize, the
process of interviewing is as important as
the end product because students learn to

